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Adamič. Similarly, Slavko Osterc, besides fostering subjectivism, developed a gro-
wing tendency for a purely musical expression with humour and grotesque, along 
with a disposition to the objective rational art. Osterc' s circle of his pupils (from 1929 
onwards stili of neo-baroque orientation) was also joined by a pupil of Szekles, Danilo 
Švara, looking for new ways of art expression. 
Just like that of the preceding period of neo-classicism (between 1929 and 
1933/34), the general tone of the new trend and the avant-garde movement in the 
1930's was set forth by Slavko Osterc, and a student of Haba's and his, Franc Šturm. 
Osterc strove after a modem expression based on free atonal constructivism, objec-
tive form void of tragic contents, and radicalism in the fundamental disharmonious, 
spiritual conception of the world. Fram 1 933 onwards, Osterc also stands as the cen-
tral figure of the newly established international avant-garde movement in Slovenia. 
This was closely connected with Haba and the Prague avant-garde, taking also an ac-
tive part in the Societe international de musique contemporaine. It was this move-
ment lead by Osterc that brought about a theoretical transition to the non-objective 
atonality, along with the intellectual, moral, and rudiments of the socio-political reva-
luation. Franc Šturm was even more radical than Osterc: he pursued athematic treat-
ment along the lines of Haba's anthroposophic collectivism, and combined it with 
Schonberg's dodecaphony shortly before the second world war. Also to join the 
movement were some of the students of Osterc' s partly Pavel Šivic and Danilo Švara, 
and Karol Pahor, who was the one most strongly influenced by Osterc. Among the 
composers of Kogoj's circle, Srečko Koporc held the most radical position, while 
Bravničar and Ukmar tended to moderate themselves. Shortly before the second 
world war, the objective late expressionism was definitely joined by Janko Ravnik, 
with Zvonimir Ciglič, a pursuer of the irrational, stili at his beginning then. 
The last chapter considers the significance of expressionism tor Slovene music. It 
examines various components of the compositional techniques which lagged behind 
the contemporary European development in music by nearly an entire stage, the re-
duction of this lagging behind, the Slovene purport of the torm-contents combination, 
and the position of the Slovene expressionism (in its early, high, and both of its late 
phases) in relation to the European development. In pointing out the developmental 
continuity of expressionism and both historical avant-gardes, together with their sig-
nificance tor the post-war development, the study also examines their artistic signifi-
cance, which (owing to the hardly imaginable expansion of both generations in the 
1920's and 1930's, following the nationalist revival movement) more or less equals 
their historical significance. 
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Pričujoča študija o srbski ljudski vokalni glasbi oziroma ljudskih pesmih se giblje v 
dveh smereh. Na eni strani analizira raziskovanje citirane problematike od njenih za-
četkov in upošteva rezultate, ki so bili doslej objavljeni v ustrezni literaturi. Na drugi 
strani je usmerjena v ljudsko vedenje in izkušnje o lastni glasbi. Kaj, kdaj in kako ljud-
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stvo poje svoje pesmi in kako jih ustvarja glede na svoje potrebe, predstavlja izhodiš-
če za odkrivanje ljudske glasbene terminologije in ljudskega glasbenega znanja ter iz-
kušenj. 
Vsebina je razdeljena na štiri poglavja. 
Prvo poglavje prikazuje zgodovinski razvoj preučevanja srbske ljudske glasbe od 
19. stoletja pa do danes. V nadaljevanju je razložen metodološki pristop raziskovanja. 
Z živim terenskim delom se odkrije, kaj ljudstvo ve o svoji glasbi in kako se o tem ver-
balno izraža, kar pomeni, da ljudsko glasbeno znanje predstavlja vir znanstvenega 
preučevanja. 
Drugo poglavje razkriva priložnosti, ob katerih narod poje oziroma je pel in kaj je 
pel. Gradivo je razdeljeno na dve skupini: 1. na pesmi oziroma petje ob delu (sejanje, 
oranje, žetev, košnja, trgatev, paša itd.) in 2. na pesmi, ki so se izvajale ob praznova-
njih vaške skupnosti (razni verski prazniki) ali v okviru družinskih praznovanj (rojstvo, 
svatba, slava itn.). Podatki o teh in takih priložnostih ter zadevnih pesmih so bili često 
zbrani na podlagi spomina, ker se ne izvajajo več, vendar pa je večina gradiva zbrane-
ga na podlagi žive prakse. 
Tretje poglavje obdeluje ljudsko glasbeno terminologijo. Slednja jasno opredeljuje 
dvoglasno petje, pozna posebne izraze za stopnjevanje dinamike in tempa, za melo-
poetske oblike itd. Posebna pozornost je posvečena ljudskemu terminu glas, ki v bist-
vu predstavlja neposredno zvezo med melodijo in verzom, ima funkcijo melo-
poetskega modela, tako da se v istem glasu lahko pojejo različna besedila enake 
poetske strukture. Ti glasovi se redno povezujejo z epitetoni, ki označujejo različne 
značilnosti pesmi: funkcije (npr. žetveni glas), vsebine besedil, koordinate glasbenih 
značilnosti, etno-geografske opredelitve, ko pesem-glas odseve krajevno pripadnost, 
in podobno. 
Melo-poetski model, ki ga ljudstvo označuje s terminom glas, lahko rabi tudi kot 
podlaga za "novo pesem", če je na voljo nov tekst. Nove pesmi torej ni enačiti z novim 
besedilom in novo melodijo, ampak eno ali drugo že zadošča za uresničitev inovativne 
kvalitete. O tem, "kaj ljudstvo razume kot novo pesem", govori četrto poglavje. 
Zaključno razpravljanje avtor sklene z mislijo; da je v preteklosti ljudsko petje pri 
Srbih slonelo na principu melo-poetskih modelov in da je glas predstavljal najpomemb-
nejši konstitutivni element. Ljudsko pesem in petje v srbski kulturi skuša avtor prikaza-
ti kot samostojno kulturno vrednoto. 
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This study about Serbian folk songs had two directions of research. The first one 
analized the research work from its beginnings and used published results. The se-
cond direction explored folk state of knowing and folk experience. What, when and 
how people sing their songs is the base far the discussion about talk concepts of 
music. 
The content of the study is classified into taur chapters. 
In the first chapter the historical development of the research of Serbian talk 
music from the 1 gth century to the present is discussed. In extension of this the me-
thodological approach used in this study is explained, folk music concepts and termi-
nology having been sources for the research. 
The second chapter describes on what occasions people sing (or sang, if the in-
formation came from memory), and what kind of songs they sing. The material is clas-
sified into two groups: 1. the singing with work (sowing, digging, scything, harve-
sting, cattle-breading etc.), and 2. feasts and celebrations of the village community 
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(Christmans and other holidays during the year) and of the family (birth, wedding, Sla-
va - Patron saint's family day etc.). Much information for this chapter was directly 
observed, but some of it was gathered from memory. 
The third chapter, how people sing, discusses the folk music terminology and 
concepts. People make use of the concept of two-part singing, they have also terms 
far dynamic and tempo graduation, the concept of melo-stanzaic forms etc. Special 
attention is paid to the folk term and concept of glas which in a way represents the in-
terrelationship between the tune and the words. This concept has the function of a 
melo-stanzaic model, and therefore different song texts of the same poetic formal 
structure can be sung to "one glas". The concept of glas is always used with an 
epithet which denominates various features of songs: their function (wedding glas), 
the content of songs; determining of other musical characteristics (short or long glas), 
or ethno-geographic identification when a song denominates or expresses local verna-
cular identity (the village of Jabuka - glas of Jabuka, the neighbouring village Babine 
- they have their glas of Babine, etc.). 
The concept of the melo-stanzaic model, called glas, can be used as the base for 
a new song, on condition that it obtains a new poetical text. This problem is dis-
cussed in the fourth chapter. 
In the final discussion the author comes to the conclusion that Serbian folk songs 
in the past were built up on the principle of melo-stanzaic models called glas, which 
has been the main musical element or symbol of constitutive character. Musical tradi-
tior:i as observed in Serbian culture is, last but not least, evaluated as a culture of its 
own right. 
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